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Early Mashq and Kufic Scripts: 
A Historic and Typographic 
Introduction
 Although we commonly speak today of Kufi as the earliest Arabic Calligra-
phy style, the early beginnings of this style have nothing to do with the city of 
Kufa, located less than 30 miles south of ancient Babylon. The oldest document-
ed Arabic calligraphy style derived from Jazm was called Mashq (from Arabic 
root word Mashaqa, to extend or stretch). This writing style was invented by the 
early Muslims in Mecca and Medina, exclusively for scribing the Quran and 
other Islamic religious texts. The earliest evidence of Mashq can be seen in the 
inscription of Mt. Salʿ in Medina, dated back to around 625 CE (4 Hijri). Creat-
ing an eye-catching, unique style to write holy books was a common practice 
by religious groups in the Near East. Christians, Jews, Manicheans, Mandaeans, 
Zoroastrians and others, all dedicated specific script styles to write their holy 
books. Mashq was not the only style that the early Muslims experimented with. 
Another short-lived style, with visual similarity to both Ḥijāzī and Mashq, was 
also used to write the Quran. This style is commonly referred to as the Māʾil 
(slanted) script. Although the overall look and feel of Māʾil seems significantly 
different than Mashq at first glance, a deeper examination of individual shapes 
will reveal that the two share important significant features. 
The above historical summary was eloquently documented by the important 
Islamic scholar, Ibn al-Nadīm (d.999CE), in the introduction to his “al-Fihrast”. 
He wrote: “The first of the Arab scripts was the script of Makkah, the next of 
al-Madīnah, then of al-Baṣrah, then of al-Kūfah.  For the Alifs of the scripts of 
Makkah and al-Madīnah, there is a turning of the hand to the right and length-
ening of strokes, one form having a slight slant.” (The Fihrest of al-Nadim. 
Translated and Edited by Bayard Didge. New York:  Columbia University Press. 
1970). Note that by script, Ibn al-Nadīm was referring in his remark to the first 
Arabic calligraphy style, not the first Arabic writing script. The ancient Arabic 
language that was eventually documented by the Quran was written with many 
different scripts, including Cuneiform! Incidentally, the first time the Kufi Cal-
ligraphy style was explicitly named “Kufī”, was by Ibn Ibn al-Nadīm in the same 
book, “al-Fihrast”. 
It is clear that Mashq was introduced, at some point of time later, to the cities 
of Basra and Kufa in Iraq, where it went under significant development. New, 
key scriptural features were introduced. Kufic Mashq was a more simplified and 
dynamic version adhering, more or less, to one baseline. This simplification was 
the key factor why the Kufi style became the more popular one. However, one 
should not exclude another significant factor: the relocation of the capital city of 
the newly formed Islamic state to Kufa, around 656 CE (35 Hijri). The original 
Mashq style continued to coexist with the Kufic Mashq style and even developed 
independently for some time before fading away and merging with it. The two 
styles formed what was eventually referred to as the Kufic Calligraphy with its 
varied flavors. Kufi became the official Arabic script style for centuries before it 
was replaced by the more developed Naskh. 
Although some scholars believe, today, that the Kufi and Mashq styles were 
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invented independently, none had introduced any evidence to support such hy-
pothesis. Regarding Mashq, frequently quoted Safadi wrote the following con-
tradictory statement: “Early Mashq was first developed at Mecca and Medina 
during the first century of Islam (7 Century CE) when the town of Kufa was also 
developing its own Kufic calligraphic style. The complex rules which governed 
the early Mashq were gradually simplified until the developed Mashq came to 
resemble the Kufi Script” (Yasin Hamid Safadi. Islamic Calligraphy. Boulder: 
Shambhala Publications.1978. pg: 40). Early Mashq and Kufi were very identi-
cal and can only be identified after careful analysis. They could not have been 
coincidently and independently invented, at the same time. The key common 
feature of both styles, the exaggerated stretching of certain letters, must have 
been a unique invention by one specific group, during one specific time period, 
and at one specific geographical location. Besides, the city of Kufa was founded 
by the Muslims in 639 CE (17 Hijri), 30 years after the first words of the Quran 
were revealed to Prophet Muhammad, in Mecca, on December 22nd, 609 CE, 
and 14 years after the Mashq inscription of Mt. Sal`. 
Some scholars argued that the Kufi style was independently invented in Iraq 
because it was influenced by the Syriac ʾEsṭrangēlā script, one of the Aramaic 
scripts presumably used in writing Arabic in Iraq before Islam. The ʾEsṭrangēlā 
script used for Arabic is usually referred to as the Karshuni script. This is possible; 
however, the earliest manuscript evidence of an Arabic-resembling ʾEsṭrangēlā 
script belongs to the 11th century, the century marking the start of the crusaders 
war. This can indicate the ʾEsṭrangēlā script itself was influenced by the Arabic 
Kufi script used for centuries earlier! In fact, the ʾEsṭrangēlā script resemblance 
of Kufi, at first glance, is misleading, because this script slanted letters promi-
nently to the left, unlike early Arabic Jazm of Ḥijāz which slanted letters promi-
nently to the right. Besides, even if the Mashq Kufi of Iraq was influenced by the 
Aramaic ʾEsṭrangēlā script, so can early Mashq of nearby Ḥijāz.
According to the manuscript evidence from the oldest and most complete ear-
ly Quran available to us (currently in the Tobkabi Museum in Turkey), the origi-
nal Mashq style employed three complex, multi-level baseline shifting rules, 
triggered by any of the medial or final Ḥāʾ letter group, or the final isolated Yāʾ 
letter group. According to the first rule, when freely-connecting letters (i.e. Sīn, 
Bāʾ, ʿ Ayn, Ṣād, Ṭāʾ letter groups, and the Mīm, Kāf and Hāʾ letters) are followed 
by a middle Ḥāʾ group member (Ḥāʾ, Jīm, and Khāʾ), their baseline would be 
shifted above the common baseline.  Consequently, the left-pointing sharp angle 
of the medial Ḥāʾ group letter would be extended leftwards, under the upward-
shifted baseline, to compensate visually for the breaking of the uniform baseline. 
According to the second rule, a final Ḥāʾ group member must shift downwards, 
below the common baseline, when preceded by any freely-connecting letter. 
Again, the left-pointing sharp angle of the final Ḥāʾ group letter must extend left-
wards, under the upward-shifted baseline, to compensate visually for the break-
ing of the uniform baseline. According to the third rule, a final Yāʾ group letter, 
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in its isolated form, must be shifted downwards, and extend leftwards below 
any preceding restrictedly-connecting letters (i.e. Alif, Wāw, Rāʾ, and Dāl letter 
families). Unlike its parent Jazm script, the original Mashq style was limited to 
one shape for the final and isolated Yāʾ letters: the Retroverse Yāʾ (Yāʾ Barri).
The most important feature introduced by the Kufi Mashq style was its elimi-
nation of the awkward baseline breaking associated with the Haa group me-
dial shapes. Except for the Ḥāʾ ligatures formed with the initial shapes of any 
freely-connecting letter, all other Ḥāʾ ligatures involving baseline shifting were 
effectively eliminated. The second important feature involved the elimination of 
any downward shifting of the isolated Yāʾ Bari when following any restrictedly-
connecting letter. However, the Kufi Mashq simplification process introduced 
two significant complications of its own, when it eliminated the usual one fi-
nal and isolated Yaa’ shape of early Mashq. According to the rules of the first 
complication, the final letter Yāʾ was given one distinct shape when following 
any restrictedly-connecting letter: the classical Jazm Yāʾ Baṭṭah shape.  In some 
cases it was given the Yāʾ Barri shape with the long retroverse stem sitting on 
the baseline. According to the rules of the second complication, the final letter 
Yāʾ was given the Yāʾ Barri shape when following any of the freely-connecting 
letters ʿAyn, Ghayn, Mīm, Ḥāʾ and Hāʾ, but an alternative Yāʾ Baṭṭah shape 
when following the freely-connecting letters of the Sīn, Bā, Ṣād, and Ṭāʾ group 
letters. However, the rules of the second complication did not seem to be manda-
tory. In the early Quranic Kufi manuscripts, one can observe a mixed final Yāʾ 
shapes in similar words on a single page. Calligraphers, it seems, were given the 
freedom to use whatever shape makes more sense for visual appeal. Openness 
was an instrumental factor in the magnificent evolution of future Islamic Arabic 
calligraphy. 
Sometime after the reformed Mashq Kufi style became the most prominent 
style to write the Quran, a vocalization marking system was introduced to make 
sure words were pronounced uniformly. Most scholars believe this was in Kufa 
between 656 to 661 CE, during the ruling of the third Islamic Caliph, ʿ Ali bin Abi 
Ṭālib. This system involved placing prominent-sized Niqāṭ (round dots) adjacent 
to letters to represent the sounds of the three Arabic short, soft vowels (Fatha, 
Kasrah, Dhamma), Maddah, and Hamzah. These dots should not be confused 
with the dots of Tashkīl (Iʿjām), which were initially marked in the Mashq style 
as minor slashes closely integrated with letters, as clearly evident in the samples 
of the Māʾil style, but were eventually given smaller round dot shapes. Although 
the new vocalization system, called Tanqīṭ, was not a perfect system, it was good 
enough to preserve the key features of the Arabic language of the Quran until a 
new precise vocalization system was introduced in Naskh. 
The most interesting feature of Tanqīṭ was its handling of the important Ara-
bic Hamzah. Even today, in the age of advanced typography, Hamzah is the most 
challenging and unstable feature of the Arabic script. Still, it is a key feature of 
the Arabic language and was even represented in the ancient Akkadian Cunei-
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form script. The Arabic Hamzah can assume the personality of both, an inde-
pendent letter and Ḥarakah (soft vowel). The name Hamzah is derived from the 
Arabic root word Hamzah. It was called that way, because it presses (influences) 
the pronunciation of a consonant letter (i.e. it behaves like Ḥarakah!). Therefore, 
in the early Kufic Tanqīṭ system, it was literally treated as Ḥarakah. 
Generally speaking, Hamzah was given one shape, a large dot, but three ad-
jacent positional forms: a Hamzah Fathah which was positioned above the letter, 
a Hamzah Kasrah which was positioned below a letter, and a Hamzah Dhamma 
which was positioned on the baseline to the left of a letter. These dots were most 
of the time colored, particularly in red. In the early Mashq and Kufi, the Sukūn 
Ḥarakah was not specifically accounted for. However, when it was associated 
with Hamzah it assumed one of the three default representations of Hamzah. 
In another words, Hamzah was always pronounced with a settled soft Fatḥah, 
Dhamma, or Kasrah sound. When Hamzah came in the beginning of a word, it 
was always combined with the Alif letter. When Hamzah came in the middle of 
a word, it was always combined with an Alif, Yāʾ, or Wāw letters. This logical 
designation is not surprising, since the sounds of Fatḥah, Kasrah, and Dhammah 
short vowels correspond, respectively, to these long vowel and consonant letters. 
It should be emphasized that the early Tanqīṭ system was not always an exact 
consistant process. For example, the dot for Hamzah after Alif was either placed 
on the left or right side of the vertical stem. Similarly, the dot for the Fatḥah was 
either placed on the left or right side of the vertical stems of the Ṭāʾletter group 
and final and isolated Kāf letter. The two dots for Tanwīn were either stacked 
vertically or horizontally. In some old Quran manuscripts, additional prominent-
sized dots of various colors (i.e. green, white, yellow) were also used along with 
the red ones. These likely represented one of the additional Arabic Ḥarakat (i.e. 
Shaddah, Sukūn) or even Hamazah itself. Because the use of these additional 
dots was never standardized, they were not utilized consistently. Probably, they 
were proposed by some scribes in their efforts to reform the script with extra 
Ḥarakāt. A complete, detailed Ḥarakāt system was adapted, much later, in the 
Naskh style.   
The Mashq font family by Arabetics includes three styles of Mashq. The first 
is Mashq regular, which closely follows the script style of Musḥaf ‘Uthmān, 
with only the initial and final Ḥāʾ baselines shifting. The second is Mashq Mail, 
which emphasizes the features of the Māʾil style shared with Mashq. The third is 
Mashq Kufi, which closely follows the script style in an adequate sample from 
the Quran manuscripts of the Bergstraesser Archive. All three fonts include two 
styles, with and without Tashkeel. The Mashq and Mashq Kufi fonts include two 
more styles, with and without Ḥarakāt (soft vowels) and Hamzah. In addition 
to Maddah, they include only three soft vowels, Fatḥah, Kasrah, and Dhamma, 
along with their Tanwīn (double) forms. The Sukūn vowel is the default shape 
before inserting a soft vowel. Hamzah was treated as a vowel just as it was 
treated in the Mashq and early Kufi manuscripts. Kashīdah (Taṭwīl), triggered 
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by keying Shift-J on Arabic keyboards, is a zero width character. In the Mashq 
fonts, inserting one Kashīda before the final ʿAyn glyph group will trigger alter-
native shapes. In the Mashq Kufi fonts, inserting one Kashīdah (or two) before 
the final shape of Yāʾ, ʿAyn, and Ḥāʾglyph groups will trigger alternative shapes. 
The Mashq font family by Arabetics was designed to be as compatible as pos-
sible with the Arabic keyboard and Unicode standard used in computers today. 
Calligraphic variations were implemented only when they marked significant 
and permanent script features.  
To illustrate Hamzah handling in early Mashq and Mashq Kufi, I provided 
several concrete examples taken directly from Musḥaf ʿUthman in the Tobkapi 
Museum and from the Quran Manuscripts of the Bergstraesser Archive. The 
two tables below show how Hamzah, Maddah, and the three main short vowels, 
Ḥarakāt, were represented in these old manuscripts, compared to their represen-
tation in a typical modern day Unicode Arabic font. Additionally, I provided a 
complete glyph dump from one member of the Mashq font family by Arabetics, 
Mashq Kufi Tashkil Harakat font, along with a sample text utilizing it.
For a limited time, when you buy this book you acquire a license for the 
private, personal, non-commercial use of the Arabetics Mashq font family on 
1-3 computers. Please send an email to contact@arabetics.com with a receipt of 
book purchase.  The font file will then be sent to you as an attachment with the 
Arabetics reply to your email.  
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ﻓَﺄَْﺟِﻤُﻌﻮﺍ َﻛْﻴَﺪُﻛْﻢ ﺛُﻢﱠ ﺍْﺋﺘُﻮﺍ َﺻﻔًّﺎ َﻭﻗَْﺪ ﺃَْﻓﻠََﺢ ﺍْﻟﻴَْﻮَﻡ َﻣِﻦ ﺍْﺳﺘَْﻌﻠَٰﻰ. ﻗَﺎﻟُﻮﺍ ﻳَﺎ ُﻣﻮَﺳٰﻰ ﺇِﻣﱠ ﺎ ﺃَﻥ ﺗُْﻠﻘَِﻲ َﻭﺇِﻣﱠ ﺎ ﺃَﻥ ﻧﱠُﻜﻮَﻥ ﺃَﻭﱠ َﻝ َﻣْﻦ ﺃَْﻟﻘَٰﻰ. ﻗَﺎَﻝ ﺑَْﻞ ﺃَْﻟﻘُﻮﺍ 
ﻓَﺈَِﺫﺍ ِﺣﺒَﺎﻟُﻬُْﻢ َﻭِﻋِﺼﻴﱡﻬُْﻢ ﻳَُﺨﻴﱠُﻞ ﺇِﻟَْﻴِﻪ ِﻣﻦ ِﺳْﺤِﺮِﻫْﻢ ﺃَﻧﱠﻬَﺎ ﺗَْﺴَﻌٰﻰ. ﻓَﺄَْﻭَﺟَﺲ ﻓِﻲ ﻧَْﻔِﺴِﻪ ِﺧﻴﻔَﺔ ًﻣﱡ ﻮَﺳٰﻰ. ﻗُْﻠﻨَﺎ َﻻ ﺗََﺨْﻒ ﺇِﻧﱠَﻚ ﺃَﻧَﺖ ﺍْﻷَْﻋﻠَٰﻰ. َﻭﺃَْﻟِﻖ 
َﻣﺎ ﻓِﻲ ﻳَِﻤﻴﻨَِﻚ ﺗَْﻠﻘَْﻒ َﻣﺎ َﺻﻨَُﻌﻮﺍ  ﺇِﻧﱠَﻤﺎ َﺻﻨَُﻌﻮﺍ َﻛْﻴُﺪ َﺳﺎِﺣٍﺮ  َﻭَﻻ ﻳُْﻔﻠُِﺢ ﺍﻟﺴﱠ ﺎِﺣُﺮ َﺣْﻴُﺚ ﺃَﺗَٰﻰ. ﻓَﺄُْﻟﻘَِﻲ ﺍﻟﺴﱠَﺤَﺮﺓ ُُﺳﺠﱠ ًﺪﺍ ﻗَﺎﻟُﻮﺍ ﺁَﻣﻨﱠﺎ ﺑَِﺮﺏﱢ ﻫَﺎُﺭﻭَﻥ 
َﻭُﻣﻮَﺳٰﻰ. ﻗَﺎَﻝ ﺁَﻣﻨﺘُْﻢ ﻟَﻪ ُﻗَْﺒَﻞ ﺃَْﻥ ﺁَﺫَﻥ ﻟَُﻜْﻢ  ﺇِﻧﱠﻪ ُﻟََﻜﺒِﻴُﺮُﻛُﻢ ﺍﻟﱠِﺬﻱ َﻋﻠﱠَﻤُﻜُﻢ ﺍﻟﺴﱢ ْﺤَﺮ  ﻓََﻸُﻗَﻄﱢَﻌﻦﱠ ﺃَْﻳِﺪﻳَُﻜْﻢ َﻭﺃَْﺭُﺟﻠَُﻜﻢ ﻣﱢ ْﻦ ِﺧَﻼٍﻑ َﻭَﻷَُﺻﻠﱢﺒَﻨﱠُﻜْﻢ ﻓِﻲ 
ُﺟُﺬﻭِﻉ ﺍﻟﻨﱠْﺨِﻞ َﻭﻟَﺘَْﻌﻠَُﻤﻦﱠ ﺃَﻳﱡﻨَﺎ ﺃََﺷﺪﱡ َﻋَﺬﺍﺑًﺎ َﻭﺃَْﺑﻘَٰﻰ. ﻗَﺎﻟُﻮﺍ ﻟَﻦ ﻧﱡْﺆﺛَِﺮَﻙ َﻋﻠَٰﻰ َﻣﺎ َﺟﺎَءﻧَﺎ ِﻣَﻦ ﺍْﻟﺒَﻴﱢﻨَﺎِﺕ َﻭﺍﻟﱠِﺬﻱ ﻓَﻄََﺮﻧَﺎ  ﻓَﺎْﻗِﺾ َﻣﺎ ﺃَﻧَﺖ ﻗَﺎٍﺽ 
ﺇِﻧﱠَﻤﺎ ﺗَْﻘِﻀﻲ ﻫَٰ ِﺬِﻩ ﺍْﻟَﺤﻴَﺎﺓ َﺍﻟﺪﱡ ْﻧﻴَﺎ.
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َﻭَﺳﻠََﻚ ﻟَُﻜْﻢ ﻓِﻴﻬَﺎ ُﺳﺒًُﻼ َﻭﺃَﻧَﺰَﻝ ِﻣَﻦ ﺍﻟﺴﱠ َﻤﺎِء َﻣﺎًء ﻓَﺄَْﺧَﺮْﺟﻨَﺎ ﺑِِﻪ ﺃَْﺯَﻭﺍًﺟﺎ ﻣﱢﻦ ﻧﱠﺒَﺎٍﺕ َﺷﺘﱠٰﻰ. ُﻛﻠُﻮﺍ َﻭﺍْﺭَﻋْﻮﺍ ﺃَْﻧَﻌﺎَﻣُﻜْﻢ  ﺇِﻥﱠ ﻓِﻲ َﺫٰ ﻟَِﻚ َﻵﻳَﺎٍﺕ ﻷﱢ ُﻭﻟِﻲ 
ﺍﻟﻨﱡﻬَٰﻰ. ِﻣْﻨﻬَﺎ َﺧﻠَْﻘﻨَﺎُﻛْﻢ َﻭﻓِﻴﻬَﺎ ﻧُِﻌﻴُﺪُﻛْﻢ َﻭِﻣْﻨﻬَﺎ ﻧُْﺨِﺮُﺟُﻜْﻢ ﺗَﺎَﺭﺓ ًﺃُْﺧَﺮٰﻯ. َﻭﻟَﻘَْﺪ ﺃََﺭْﻳﻨَﺎﻩ ُﺁﻳَﺎﺗِﻨَﺎ ُﻛﻠﱠﻬَﺎ ﻓََﻜﺬﱠَﺏ َﻭﺃَﺑَٰﻰ. ﻗَﺎَﻝ ﺃَِﺟْﺌﺘَﻨَﺎ ﻟِﺘُْﺨِﺮَﺟﻨَﺎ ِﻣْﻦ ﺃَْﺭِﺿﻨَﺎ 
ﺑِِﺴْﺤِﺮَﻙ ﻳَﺎ ُﻣﻮَﺳٰﻰ. ﻓَﻠَﻨَﺄْﺗِﻴَﻨﱠَﻚ ﺑِِﺴْﺤٍﺮ ﻣﱢ ْﺜﻠِِﻪ ﻓَﺎْﺟَﻌْﻞ ﺑَْﻴﻨَﻨَﺎ َﻭﺑَْﻴﻨََﻚ َﻣْﻮِﻋًﺪﺍ ﻻﱠ ﻧُْﺨﻠِﻔُﻪ ُﻧَْﺤُﻦ َﻭَﻻ ﺃَﻧَﺖ َﻣَﻜﺎﻧًﺎ ُﺳًﻮﻯ. ﻗَﺎَﻝ َﻣْﻮِﻋُﺪُﻛْﻢ ﻳَْﻮُﻡ ﺍﻟﺰﱢ ﻳﻨَِﺔ 
َﻭﺃَﻥ ﻳُْﺤَﺸَﺮ ﺍﻟﻨﱠﺎُﺱ ُﺿًﺤﻰ. ﻓَﺘََﻮﻟﱠٰﻰ ﻓِْﺮَﻋْﻮُﻥ ﻓََﺠَﻤَﻊ َﻛْﻴَﺪﻩ ُﺛُﻢﱠ ﺃَﺗَٰﻰ. ﻗَﺎَﻝ ﻟَﻬُﻢ ﻣﱡ ﻮَﺳٰﻰ َﻭْﻳﻠَُﻜْﻢ َﻻ ﺗَْﻔﺘَُﺮﻭﺍ َﻋﻠَﻰ ﷲﱠ  َِﻛِﺬﺑًﺎ ﻓَﻴُْﺴِﺤﺘَُﻜﻢ ﺑَِﻌَﺬﺍٍﺏ  َﻭﻗَْﺪ 
َﺧﺎَﺏ َﻣِﻦ ﺍْﻓﺘََﺮٰﻯ. ﻓَﺘَﻨَﺎَﺯُﻋﻮﺍ ﺃَْﻣَﺮﻫُﻢ ﺑَْﻴﻨَﻬُْﻢ َﻭﺃََﺳﺮﱡ ﻭﺍ ﺍﻟﻨﱠْﺠَﻮٰﻯ. ﻗَﺎﻟُﻮﺍ ﺇِْﻥ ﻫَٰ َﺬﺍِﻥ ﻟََﺴﺎِﺣَﺮﺍِﻥ ﻳُِﺮﻳَﺪﺍِﻥ ﺃَﻥ ﻳُْﺨِﺮَﺟﺎُﻛﻢ ﻣﱢ ْﻦ ﺃَْﺭِﺿُﻜﻢ ﺑِِﺴْﺤِﺮِﻫَﻤﺎ 
َﻭﻳَْﺬﻫَﺒَﺎ ﺑِﻄَِﺮﻳﻘَﺘُِﻜُﻢ ﺍْﻟُﻤْﺜﻠَٰﻰ.
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َﻋﺎﻗِﺒَﺔ ُﺍْﻟُﻤْﺠِﺮِﻣﻴَﻦ. َﻭَﻻ ﺗَْﺤَﺰْﻥ َﻋﻠَْﻴِﻬْﻢ َﻭَﻻ ﺗَُﻜﻦ ﻓِﻲ َﺿْﻴٍﻖ ﻣﱢ ﻤﱠ ﺎ ﻳَْﻤُﻜُﺮﻭَﻥ. َﻭﻳَﻘُﻮﻟُﻮَﻥ َﻣﺘَٰﻰ ﻫَٰ َﺬﺍ ﺍْﻟَﻮْﻋُﺪ ﺇِﻥ ُﻛﻨﺘُْﻢ َﺻﺎِﺩﻗِﻴَﻦ. ﻗُْﻞ َﻋَﺴٰﻰ ﺃَﻥ ﻳَُﻜﻮَﻥ 
َﺭِﺩَﻑ ﻟَُﻜﻢ ﺑَْﻌُﺾ ﺍﻟﱠِﺬﻱ ﺗَْﺴﺘَْﻌِﺠﻠُﻮَﻥ. َﻭﺇِﻥﱠ َﺭﺑﱠَﻚ ﻟَُﺬﻭ ﻓَْﻀٍﻞ َﻋﻠَﻰ ﺍﻟﻨﱠﺎِﺱ َﻭﻟَٰ ِﻜﻦﱠ ﺃَْﻛﺜََﺮﻫُْﻢ َﻻ ﻳَْﺸُﻜُﺮﻭَﻥ. َﻭﺇِﻥﱠ َﺭﺑﱠَﻚ ﻟَﻴَْﻌﻠَُﻢ َﻣﺎ ﺗُِﻜﻦﱡ ُﺻُﺪﻭُﺭﻫُْﻢ َﻭَﻣﺎ 
ﻳُْﻌﻠِﻨُﻮَﻥ. َﻭَﻣﺎ ِﻣْﻦ َﻏﺎﺋِﺒٍَﺔ ﻓِﻲ ﺍﻟﺴﱠ َﻤﺎِء َﻭﺍْﻷَْﺭِﺽ ﺇِﻻﱠ ﻓِﻲ ِﻛﺘَﺎٍﺏ ﻣﱡ ﺒِﻴٍﻦ. ﺇِﻥﱠ ﻫَٰ َﺬﺍ ﺍْﻟﻘُْﺮﺁَﻥ ﻳَﻘُﺺﱡ َﻋﻠَٰﻰ ﺑَﻨِﻲ ﺇِْﺳَﺮﺍﺋِﻴَﻞ ﺃَْﻛﺜََﺮ ﺍﻟﱠِﺬﻱ ﻫُْﻢ ﻓِﻴِﻪ ﻳَْﺨﺘَﻠِﻔُﻮَﻥ. 
َﻭﺇِﻧﱠﻪ ُﻟَﻬًُﺪﻯ َﻭَﺭْﺣَﻤﺔ ٌﻟﱢْﻠُﻤْﺆِﻣﻨِﻴَﻦ. ﺇِﻥﱠ َﺭﺑﱠَﻚ ﻳَْﻘِﻀﻲ ﺑَْﻴﻨَﻬُﻢ ﺑُِﺤْﻜِﻤِﻪ َﻭﻫَُﻮ ﺍْﻟَﻌِﺰﻳُﺰ ﺍْﻟَﻌﻠِﻴُﻢ. ﻓَﺘََﻮﻛﱠْﻞ َﻋﻠَﻰ ﷲﱠ  ِﺇِﻧﱠَﻚ َﻋﻠَﻰ ﺍْﻟَﺤﻖﱢ ﺍْﻟُﻤﺒِﻴِﻦ. ﺇِﻧﱠَﻚ َﻻ ﺗُْﺴِﻤُﻊ 
ﺍْﻟَﻤْﻮﺗَٰﻰ َﻭَﻻ ﺗُْﺴِﻤُﻊ ﺍﻟﺼﱡ ﻢﱠ ﺍﻟﺪﱡ َﻋﺎَء ﺇَِﺫﺍ َﻭﻟﱠْﻮﺍ ُﻣْﺪﺑِِﺮﻳَﻦ. َﻭَﻣﺎ ﺃَﻧَﺖ
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َﺭﺏﱢ ﻧَﺠﱢ ﻨِﻲ ِﻣَﻦ ﺍْﻟﻘَْﻮِﻡ ﺍﻟﻈﱠﺎﻟِِﻤﻴَﻦ. َﻭﻟَﻤﱠ ﺎ ﺗََﻮﺟﱠ ﻪ َﺗِْﻠﻘَﺎَء َﻣْﺪﻳََﻦ ﻗَﺎَﻝ َﻋَﺴٰﻰ َﺭﺑﱢﻲ ﺃَﻥ ﻳَْﻬِﺪﻳَﻨِﻲ َﺳَﻮﺍَء ﺍﻟﺴﱠ ﺒِﻴِﻞ. َﻭﻟَﻤﱠ ﺎ َﻭَﺭَﺩ َﻣﺎَء َﻣْﺪﻳََﻦ َﻭَﺟَﺪ َﻋﻠَْﻴِﻪ ﺃُﻣﱠﺔ ً
ﻣﱢ َﻦ ﺍﻟﻨﱠﺎِﺱ ﻳَْﺴﻘُﻮَﻥ َﻭَﻭَﺟَﺪ ِﻣﻦ ُﺩﻭﻧِِﻬُﻢ ﺍْﻣَﺮﺃَﺗَْﻴِﻦ ﺗَُﺬﻭَﺩﺍِﻥ ﻗَﺎَﻝ َﻣﺎ َﺧْﻄﺒُُﻜَﻤﺎ  ﻗَﺎﻟَﺘَﺎ َﻻ ﻧَْﺴﻘِﻲ َﺣﺘﱠٰﻰ ﻳُْﺼِﺪَﺭ ﺍﻟﺮﱢ َﻋﺎُء َﻭﺃَﺑُﻮﻧَﺎ َﺷْﻴٌﺦ َﻛﺒِﻴٌﺮ. ﻓََﺴﻘَٰﻰ ﻟَﻬَُﻤﺎ 
ﺛُﻢﱠ ﺗََﻮﻟﱠٰﻰ ﺇِﻟَﻰ ﺍﻟﻈﱢﻞﱢ ﻓَﻘَﺎَﻝ َﺭﺏﱢ ﺇِﻧﱢﻲ ﻟَِﻤﺎ ﺃَﻧَﺰْﻟَﺖ ﺇِﻟَﻲﱠ ِﻣْﻦ َﺧْﻴٍﺮ ﻓَﻘِﻴٌﺮ. ﻓََﺠﺎَءْﺗﻪ ُﺇِْﺣَﺪﺍﻫَُﻤﺎ ﺗَْﻤِﺸﻲ َﻋﻠَﻰ ﺍْﺳﺘِْﺤﻴَﺎٍء ﻗَﺎﻟَْﺖ ﺇِﻥﱠ ﺃَﺑِﻲ ﻳَْﺪُﻋﻮَﻙ ﻟِﻴَْﺠِﺰﻳََﻚ 
ﺃَْﺟَﺮ َﻣﺎ َﺳﻘَْﻴَﺖ ﻟَﻨَﺎ ﻓَﻠَﻤﱠ ﺎ َﺟﺎَءﻩ َُﻭﻗَﺺﱠ َﻋﻠَْﻴِﻪ ﺍْﻟﻘََﺼَﺺ ﻗَﺎَﻝ َﻻ ﺗََﺨْﻒ ﻧََﺠْﻮَﺕ ِﻣَﻦ ﺍْﻟﻘَْﻮِﻡ ﺍﻟﻈﱠﺎﻟِِﻤﻴَﻦ. ﻗَﺎﻟَْﺖ ﺇِْﺣَﺪﺍﻫَُﻤﺎ ﻳَﺎ ﺃَﺑَِﺖ ﺍْﺳﺘَﺄِْﺟْﺮﻩ ُﺇِﻥﱠ َﺧْﻴَﺮ 
َﻣِﻦ ﺍْﺳﺘَﺄَْﺟْﺮَﺕ ﺍْﻟﻘَِﻮﻱﱡ ﺍْﻷَِﻣﻴُﻦ. ﻗَﺎَﻝ ﺇِﻧﱢﻲ ﺃُِﺭﻳُﺪ ﺃَْﻥ
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َْﻈ
َﻥ ﻳ
ﺍ ﺃ
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ََﻤﺎ 
. ﻓ
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ِْﻄ
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ِﻦ ﻗ
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ﺼ ﱠ
 ﺍﻟ
َْﻴَﻦ
ٰﻯ ﺑ
ﺎَﻭ
 َﺳ
ﺇَِﺫﺍ
ٰﻰ 
َﺣ ﺘ ﱠ
ﻳِﺪ 
َﺤِﺪ
 ﺍْﻟ
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 ُﺯ
ِﻲ
ُﻮﻧ
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َْﺖ 
َﻛﺎﻧ
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ِﺬﻳ
 ﺍﻟ ﱠ
ًﺿﺎ.
َﻋْﺮ
َﻦ 
ِِﺮﻳ
َﻜﺎﻓ
 ﻟ ﱢْﻠ
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َْﻮَﻣ
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ْﻌﻨَﺎ
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ِﺭ ﻓ
ﺼ ﱡﻮ
 ﺍﻟ
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ﺑَْﻌ
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َﺭﺑﱢ
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ُﻢ ﺑ
ﻬَﻨ ﱠ
َﺟ
ﻫُْﻢ 
ﺍُﺅ
َﺟَﺰ
َِﻚ 
َﺫ ٰﻟ
ﻧًﺎ 
َﻭْﺯ
َﻣِﺔ 
ﻘِﻴَﺎ
 ﺍْﻟ
َْﻮَﻡ
ُْﻢ ﻳ
ﻟَﻬ
ِﻴُﻢ 
 ﻧُﻘ
ََﻼ
ُْﻢ ﻓ
ﻟُﻬ
َﻤﺎ
ﺃَْﻋ
ْﺖ 
ِﻄ َ
ََﺤﺒ
ِِﻪ ﻓ
ِﻘَﺎﺋ
َﻭﻟ
ِﻬْﻢ 
َﺭﺑﱢ
ِﺕ 
ِﺂﻳَﺎ
ﺍ ﺑ
َُﺮﻭ
َﻛﻔ
َﻦ 
ِﺬﻳ
 ﺍﻟ ﱠ
َِﻚ
ُﻭﻟ َ ٰﺌ
. ﺃ
ًﻌﺎ
ُﺻْﻨ
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ﺍ ﻟ ﱢ
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 ِﻣ
َْﺤُﺮ
ﺍْﻟﺒ
َﻥ 
َﻛﺎ
ْﻮ 
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. ﻗ
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ُﻐﻮ
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َﺭْﻳَﺐ ﻓِﻴﻬَﺎ ﺇِْﺫ ﻳَﺘَﻨَﺎَﺯُﻋﻮَﻥ ﺑَْﻴﻨَﻬُْﻢ ﺃَْﻣَﺮﻫُْﻢ ﻓَﻘَﺎﻟُﻮﺍ ﺍْﺑﻨُﻮﺍ َﻋﻠَْﻴِﻬﻢ ﺑُْﻨﻴَﺎﻧًﺎ ﺭﱠ ﺑﱡﻬُْﻢ ﺃَْﻋﻠَُﻢ ﺑِِﻬْﻢ ﻗَﺎَﻝ ﺍﻟﱠِﺬﻳَﻦ َﻏﻠَﺒُﻮﺍ َﻋﻠَﻰ 
ﺃَْﻣِﺮِﻫْﻢ ﻟَﻨَﺘﱠِﺨَﺬﻥﱠ َﻋﻠَْﻴِﻬﻢ ﻣﱠ ْﺴِﺠًﺪﺍ. َﺳﻴَﻘُﻮﻟُﻮَﻥ ﺛََﻼﺛَﺔ ٌ ﺭﱠ ﺍﺑُِﻌﻬُْﻢ َﻛْﻠﺒُﻬُْﻢ َﻭﻳَﻘُﻮﻟُﻮَﻥ َﺧْﻤَﺴﺔ ٌ َﺳﺎِﺩُﺳﻬُْﻢ َﻛْﻠﺒُﻬُْﻢ َﺭْﺟًﻤﺎ 
ﺑِﺎْﻟَﻐْﻴِﺐ َﻭﻳَﻘُﻮﻟُﻮَﻥ َﺳْﺒَﻌﺔ ٌَﻭﺛَﺎِﻣﻨُﻬُْﻢ َﻛْﻠﺒُﻬُْﻢ ﻗُﻞ ﺭﱠ ﺑﱢﻲ ﺃَْﻋﻠَُﻢ ﺑِِﻌﺪﱠ ﺗِِﻬﻢ ﻣﱠ ﺎ ﻳَْﻌﻠَُﻤﻬُْﻢ ﺇِﻻﱠ ﻗَﻠِﻴٌﻞ ﻓََﻼ ﺗَُﻤﺎِﺭ ﻓِﻴِﻬْﻢ ﺇِﻻﱠ ِﻣَﺮﺍء 
ﻅَﺎِﻫًﺮﺍ َﻭَﻻ ﺗَْﺴﺘَْﻔِﺖ ﻓِﻴِﻬﻢ ﻣﱢ ْﻨﻬُْﻢ ﺃََﺣًﺪﺍ. َﻭَﻻ ﺗَﻘُﻮﻟَﻦﱠ ﻟَِﺸْﻲٍء ﺇِﻧﱢﻲ ﻓَﺎِﻋٌﻞ َﺫﻟَِﻚ َﻏًﺪﺍ. ﺇِﻻﱠ ﺃَﻥ ﻳََﺸﺎء ﷲﱠ  َُﻭﺍْﺫُﻛﺮ ﺭﱠ ﺑﱠَﻚ 
ﺇَِﺫﺍ ﻧَِﺴﻴَﺖ َﻭﻗُْﻞ َﻋَﺴﻰ ﺃَﻥ ﻳَْﻬِﺪﻳَِﻦ َﺭﺑﱢﻲ ِﻷَْﻗَﺮَﺏ ِﻣْﻦ ﻫََﺬﺍ
 CIFUK EHT GNITACILPUD ,YLIMAF TNOF QHSAM EHT HTIW TESEPYT TXET NARUQ ELPMAS
 NARUQ A MORF EGAMI TXET CIFUK YLRAE LAUTCA NA NI NEES SCITSIRETCARAHC TPIRCS
.noitavresbO tcaxE s’rohtuA ot gnidroccA ,noitcelloC xedoC ʾāʿnaṢ EHT NI TPIRCSUNAM
 42-12 :81 FAHAK-LA TARUS :NARUQ
SCITEBARA YB STNOF TAKARAH LEEKHSAT IFUK HSAM DNA TAKARAH IFUK QHSAM
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